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l INFLUENCE OF SAMAVEDA ON MUSIC 



OTF^rrarr sfcn^rrr g^+ceilH w»H I 

Music can be defined as a specia, Kind of sound -^J^^JSTISS 
S an,yakOee t a m San g ee«am is ,.s s,mple detain f ^" ^ * kM) „„ as Btaratcey a 
Bha. au and imbibed fl* atmosphere and P . o son uai ^ ^ ^ rf 

Sangita or Indian Mustc 1. has a speaal UtamUcr or Us o ^ ^ 

other countries. Though ,t is rnfluenecd b forag « , "™ ho(J (Swami 

uuaii, and nuchas a ^uch t ^ creating an inexpressive 
bH^^n. Pe- and soiacc to the human mind. 
Music has seven notes - Sa re ga ma pa da nh li' ^ 

WO rd it becomes - 3?"**^^^^^ impediments); 
padani. Sar, in Sansta mean • « £j ^ position and ni means to give, it 

s^r^rr^ *. jl. - and ^ «, »*. «. 

Musicoiogists are of the opinion tha, the music of md nns of the world ^as us root ,n the 
supreme sound known as sphota or Sabda Brahman. Accem ^ 

is Nada Brahman. It can be said that music is the grfi of nature to man. 

Our Sastras have termed music as Gandharva Veda. This "••-f^J* 

ass trsrs tss£tJpi 

S hf n the hf= of manf happiness and sorrow win nor be in ^~£Sd£ 

music in the following Verse: 

Tj^rrjrr ^um iffldRlti|IU*lftlcIT II 

"Music has been gifted by God Sankara to emancipate the good ^^"f^ 1 ^ 
sorrows of Samsara. To cross the ocean of Samsara and easily real.se God. .s the aim ot 
music" says Saint Tyagaraja (Wm OTR^W *0 in his Athama raga composition 

Veda: The word Veda is derived Iron, the root Vid-Vid gyane; Vedayati means _ to give 
knowledge and hence, the Veda has received the h lg hcst recognition. I he word Vid indicate 
three LdeL - 1) to be or exist - Sat. (2) to know-chit (3) to rece.ve or get lc Rasa or Ananda 
and Veda suggests Sachitananda. Veda means knowledge and this knowledge is spiritual As 
it expounds supra sensual subject, it is Veda of the four purusharthas or goafc of hfe, artha- 
wealth and kama desires can be understood and realised by worldly aff airs. But ft r the 
knowledge of Dharma and Moksha righteousness and salvation, knowledge of the Vedas S 
necessary As logic is unlimited, the apaurusha Veda Vidya is means to realisation - says 



Adi Sankaracharya. Though it is accepted as the word of God through the Sages and though it 
has used many words related to the material world, the Veda is the embodiment of the All- 
Knowing. 

Though Veda is one lor purposes of application, it has been divided by Maharshi Veda Vyasa 
into Rg Veda. Yajur Veda, Sama Veda and Atharva Veda - Rg Veda for the attainment of 
knowledge. Yajur Veda for yagnas or Sacrifices, Sama Veda for music and Atharva for 
material progress. The Taithriya Brahmana says that Sama refers to the Tejas effulgence, 
aspect of Brahman <HW*u>j ?m\cRi). Hence. Lord Krishna has said that He is the 

Sama Veda (^PM tSlftfl). In addition to the Vedas. several Srutis, Smritis. 
Prasnoparishat, Manusmriti, Ramayana, Mahabharata. Srimad Bhagavata and the Puranas 
contain praises about the greatness of Sama Veda. 

3TtT: m& W*-- W?f: 3*ftitm: , C h.U.) - the speech organ is the essence of the 
organs of the human being, RK is pronounced by this organ and hence, RK is the essence of 
the speech organ; Sama gives ananda or joy and hence it is the essence of RK: Udaitha is the 
pan of Sama and it is Onkara which encompasses all sounds and Udgitha is the essence of 
Sama and worthy of meditation like the Lord. 

Sama means tranquillity. It endows peace to us who suffer in the mundane life. This is the 
highest aim of Sama Veda. It is the auspicious music of victory achieved by our Vedic 
Rishis. To inherent divinity has the power to bestow peace and joy to humanity. Hence. 
Sama Veda is set to be the essence of all the Vedas flrtfat 3T i^T tcfl^T T3Tt *lcfl l <H : I 
Satapatha) it has given a divine sound to all the matras. 

Every Veda according to recension has Brahmanas and other texts attached to it. The texts 
related to Sama Veda are: 

(1) Brahmana: Taandi. Shadvinsa, Devatashyaya, Sama vidhana. Arshya. Chandogya 
Vamsa, Samhitapanishat. 

(2) Chandogya, Kena - Upanishats 

(3) Srauta Sutra: Latyayana, Drahyayana. Jaiminiya 

(4) Grihya Sutra: Khadira. Gobhila 

According to Upanishads, Sama means Sing. Sa means RK or word, ama means Svara or 
Vital air or Prana. When Sa and Ma mingle, it becomes Sama flTT 3TOT t^SF 3fW STRT 

*ZTVt- ^RfTBTIcr WT ?Tc^T foxtt: (ch.up)) Mere Rik or Svara cannot be Sama. 
These are mutually dependent. When they mingle, they become Sama. JTRTT, 
TOT - ch.up) To develop from the known Svaras is the refuge of Sama. (*FT 7lf?}T£RT: 

TOJUT <?c3dcl | ch.up) --faf^ WT^t: ^STr'theupasanaofSamagana which is 
pleasant, soft, melodious, majestic and benefic having special notes should be done. The 
Jaimuniya Sukta has emphasised that the soul of Sama Veda is music - ' Jflcti^ EWKoqf 

Sama Veda is the Veda ready to be sung by the udgana. Among its 2639 mantras, except For 
75 ones. The others are Rig Vedic Riks. These Riks are part of the Sakala Samhita. The other 
75 must have belonged to the Baskala Samhita, which is not available. Rig Veda is the maatu 
(ZTTcp and Sama Veda is the Dhatu (*JTcT). 
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It is usual to classify music into two types - Margi (JTPft) and Desi Matanga, i 

■brihaddcsi' says that to expound the raga according to the process laid down in de 
situations is Margi music. Dasi music means the music of the regions. It is lankil 
mundane and human for expressing sentiments. Margi music is based on Sama Veda. 





Samas. Omkara is the soul and the most important Udgana. Thereiorc - (3iii*ic« 
cre reu^flcWMI-fld ) Om which is essence of Udgita should be meditated, because the 
Udgath begins his singing with Omkara. Om is not only the symbol of -Paramatma - but also 
nearest to him. Being the name and symbol, it is the best means of meditating on God. 
The parts of the Sama are known as Bhaktis. As the Udgata does the Udgana with Om, 
Omkara has because Udgita, because "TO ^ Wt'>, H% 

d^WS VR'- II" (ch. Up. 1-1-4) (explained already). The upanishat goes a step further 
and says - W THMT T?TrW : - this is the best of rasas. Rasa is the essence and base as 
well. The letters of the Udgita should be meditation as Ut gceta - Prana is Ul. Vak is gee. 
anna or cause is *T. I lence, every Sama is begun with Omkara. 

When a text is sung or treated to a melody, naturally, it undergoes modifications. These 
changes are known as Sama Vikaras. The more elaborate the music, the more distorted and 
sometimes unrecognisable do the words become. In between the broken words of a Rik, new 
words are formed by the Svaras used. In Samagama a,e,o,au,ha, uha,tayo, hus, hup etc. are 
used. It may be remembered that in our classical music, familiar syllables such as a, I,o,ta,na, 
ti, tanari, tadari etc. are used. In some Samas instead of the text only Bhakara is used. This is 
known as Bhakarasama. These words are sounds have no particular literary significance. 
These are called Stobhas (^cft3T). which have become inseparable parts of Samagana. RKs 
undergo six kinds of Vikara or change: 

(1) Vikara - Changes in the letters of the Rig Vedic words in the Sama Vedic setting. Ex. 
3T5T 3TRTf£r cfld-il Agna becomes Ognayi 

(2) Visleshana The vowels of the word of the Rik become lengthened and broken. Ex. 

^TcT^" becomes Oyi toyayi 

(3) Vikarshana - The vowels become lengthen as above. Ex. Ye becomes Yaayi 

(4) Abhyasa - Repetition. Singing twice or thrice the same letters. Ex. Nrimnayi 
Nrimnam (3) etc. 

(5) Virama Pause. Singing part of a word after a pause. Ex. Grina no havyadataye is 
sung as Grinanoha | Vyadatoyayi 

(6) Stobha Introduction of exclamatory words in the midst of a song. Ex. Auhova. 
havuva, oyida, Himma etc. 





3Tlfl^WSFrfc»S2n^ ^RWT 3TtH II 

(Jaininccya Nyayamala) 

All these modifications are used to enhance the melody. So. they are known as Stobhas. 
Stobhas are of two kinds 

(1) Vatsa Stobha: This is also known as Saithaka Stobha. It has a definite fixed meaning 
It is laid down that particular stobhas to be sung in particular samas. 

(2) Pada Stobhas: These are 13 Stobhas such as havu. hayi. atha. viha, yeevoo ye 
aauhoyi. himm. svarc, ya, virat and hum (ch. U-l - 1 3-1 ). Though there is no particular 
meaning, they indicate some meaning connected with the Dcvata Ex Vookara is 
Ad.tya, him kara is Prajapati, ya is Anna, Tha is Atma etc., Pada stobha being the soul 
ol Asanragana,. Thus. Pada stobhas have gained importance. 

It may be remembered that ye. tanari. tadarina, torn etc. are used in music to-day to create 
lorce and aesthetic beauty in singing ragas of melodies. 

^ 3TU^ mtffoti - Says the Chandogya. RKs are the Sahitya or literary words of 
Samagana. To facilitate singing by splitting the words and adding here and there, new letters 
Sama is sung. The main aim here is the music of Samasana. Here, the rules of metre and 
grammar are not applicable. If the words are split and repeated, it should not be considered as 
an error - says Kalhinatha. in his commentary on the "Sangita Ratnaka' of Sarangadeva 

It is a well-known fact that in our classical music, the Shitya becomes almost unrecognisable 
sometimes, particularly when the singing is elaborate. A class of listeners and critics keep on 
stressing the importance of Sahitya. This often becomes almost impossible as this is natural 
and inevitable as could be seen from Sama Veda. But this does not necessarilv mean that the 
singer has the license to split the Sahitya as he pleases. 

The RKs of Sama, have been classified into Samhita and gana. Samhita is again classified 
into Parvarchika and Uttararchika. The second part of Parvarchika is called Aranya Ka 
Samhita. Samagana has been classified into Gramegeya and Aranya-gcva, Ooha and 
Oohyagana. Parvachika Samas were dedicated to presiding deities Agni, Indra. Pavamana 
etc. The direct use of Dhamia can be seen in singing about village deities in the Gramageya 
which was sung publicly by all communities. The ragas of this Geya are Ooha ragas. 

The Riks of the second part of Purvarchika were meant for singing privately in forest regions 
in a peaceful environment. It is that these have sanctity and lustre. This singing may not be 
pleasing to the common people. Here, the singing is without any impediments. It is 
Oohyagana. Oohya means to singing new things what was earlier. (3T^fH sfavr - ^fi ) 

Based on Patanjalis statement - Sahasra Vartmaa Samavedah - we can say that there was 
singing in different styles according to manodharma or mental disposition. In Oohya gana 
both Praknti and Vikriti Svaras were used. This is like the modem manodharma music 
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The same Rik was sung in an easier manner and also in a learned manner according to the 
circumstances. This may be compared to the modern practice of singing the same song in a 
simple manner and also in a superior manner with Sangatis and gamakas. 

In yagnas the Udgatri used to sing 2-7 Riks in one raga. This was helpful to these to learn 
sama singing. In Uttararchika the Riks belonging to the Stotras or Riks Were sing in the 
same raga. In modern times the notation for pallavi. anupallavi and the first charana are given 
and only the words or literary part of other charanas arc given with a note-it is like the above 
charanas. This system's origin may be traced to the above system of Samagana. 

In sacrifices or yagnas etc. the Sama singers used to sing using the Vedic musical instrument, 
the Veena. Vedic literature mentions different types of Veena. Among the oldest is the Eka 
Tantri Veena. 

They believed that this was very helpful for the upasana of Omkara or Pranava. The Udgatri 
would play on the Aaaudumbara Veena (e3<|c&dd died) in the beginning. To sing the svaras 

in the upper and lower octaves, the Dvitantri. TritantrL Chatustantri, the Saptatantri or Chitra 
Veenas came to be used in course of time from the point of entertainment of the people, the 
number of strings increased and the Satatantri or Katyayani Veena came into use for Vedic 
singing the Chatustantri and Chitra Veenas and for singing slokas of poetical works and 
poetry or Vakhyagana, the g stringed Vipanehi Veena. 21 stringed Veena and Kokila and 
other types of Vakhyagana Veenas, for laukika gana, Veenas having many strings called 
Laukika Veenas became classified. 

Vyakhyagana is the origin of modern Gamaka Vaachana. All these Veenas were without 
steps. Along with Samagama other instruments like Veena, Venu. Mridanga. Panata. 
Pushkara, Bhaanda were also used depending on the necessity. 

The main Sama Singer had many assistants to sing with him. The Chaudogya Upanishat 
describes the composition of gana and gives its five components. They are Prastava. Udgita. 
PratMra. Upadrava and Nidhana. These are called Bhaktis. To begin the Rik with Omkara 
is Prastava. The singer of this part is called Prastota. Then the Udgatha sings the Udgita 
portion of Sama, which is the most important part of Sama. Udgita means to sing in the 
Upper Svaras. The third singer takes up the last word of the Udgita and sings the Pratihara 
portion. After the Upadrava, all the three Ritviks jointly sing the concluding portion or 
Nidhana along with Omkara and thus conclude the singing. Here, the singing the eka svara is 
gradually brought down the lower base and concluded. This is called Nidhana. Himkara is 
the basic pitch. Himkara is equal to llumkara. Thus, Samagama is rendered in the ascending 
order up to the Udgita and then the avarohana order - the descending order. This system was 
in vogue till the 11-12 entries. This system is followed in the modern system of music as 
well. The order of composition such as Udgraha. antara, abhoga has followed the order of 
Sama Veda composition. 

In the sacrifices, the group of Udgatris such as Udgatri, Prastota, Pratihara and Subrahmanya 
used to sing each part separately and in conclusion sang the Nidhana together. This chorus 
singing is seen in modern music, especially in folk music. 

The Chandogya Upanishat says that the basic of Sama is Svara and the basis of Svara is 
Prana. Samika means a group of three notes (ga ri sa). The Svarantara Ni was added to this 
and sung, Indian and Western scholars have conducted studies and research regarding this 
aspect. According to them music of the Sama Veda is in the descending order. It resembled 
the Pentatonic raga Abhogi (Sa rig ga ma da sa - Sa da ma ga ri sa). In course of time seven 
notes came to be used. Later on the Kharahara Priya scale or mela came into Vogue. Till the 
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ime of Sarngadeva (13 cent.) this was considered as Pure Scale. The Svaras of Sama Veda 
have been adjusted in the three octaves - memora. moohya and taara. This is focused in 
every school of Sama Veda. The flute has played an important role in determining the Svaras 
of Sama Veda. They are - ma ga ri sa ni da pa (tf: UW\m \ TOH: *r tTrfrfczm \\ 
Naradya Siksha). This is in the descending order. 

Generally, Samas are in 5 notes. The Kanlhuma branch has seven notes. The srutis 
(microtone) of all these have been recognised. The Mahabhashya says that there were many 
branches ot Sama Veda. But in course of time all of them have gone into oblivion The 
ancient texts mention 13 Samagacharyas and ten Pravachana Karas. But, now, we have only 
three schools - Jaimuniya. Kaunthuma and Ranayaniya. The Ranayaniya school is found in 
Tamil Nadu Kanchipuram - Valamboor. Kumbhakonam. Mysore. Bangalore, Gokama and 
Ldupi of Karnataka, Jayapur and Mathura of Lttara Pradesh. Kauthuma in Gujarat Tamil 
Nadu, UP and parts of Karnataka, and Jaiminiyas or Talavakaras are found in Tamil Nadu 
and Kerala. 

The Samagana scale is generally pentatonic. This is found in folk music and music of ancient 
Greece. I he Svaras are called yama in Sama Vedic Parlance. The Sama Veda notes are 
Krushtha (Madhyama) Prathama (Gandhara). Dvitiya (Rishabha). Tritiya (Shadja). Chaturtha 
(Nishada), Mandra (Dhaivata) and Atisvarya (Panchama). 

In some Samaganas the Kampana of the Sama Vedic Svaras are found. The definition of 
Gamaka - ?^RT ^ 7m*: \ - being so. it may be said to be the origin of gamakas 
(embellishment - vibration) in music. 

Notation: The Sama Vedic notation is numerical. The numerals 1.2,3 etc., are given on the 
top of the words of the song or letters of the song to indicate their notes. The following 
numerals indicate the notes: 

1 2 3 4 5 6 7 

ma ga ri sa ni dha pa 

The numeral which is on the top of the first letter of a Sama Vedic song becomes the key- 
note ot that song. For instance, if the Sama begins with the numeral 2. then the Gandhara 
svara becomes the keynote of that particular song; if it begins with the numeral on it, then 
nshabha is the keynote of that song. If there are two numerals on the top of a letter, that 
particular letter or syllable will be sung in two notes. If syllable Ta' is on the lop of a letter of 
the hymn, it means deergha svara or elongated note and the same svara will be sung in two 
matras (unit of time measured in a tala). Ex. Hau is to be sung as Sa-Sa 

If there is an avagraha after a particular letter, it means that the letter has two matras. The 
Sama singer uses his right-hand palm as a ready reference for the notation of various songs. 
I he middle line of the thumb indicates the figure 1 or the note Madhyama: the middle line of 
the forefinger indicates 2 or the note Gandhara; the middle line of the middle finger indicates 
3 or the note Rishabha; the middle line of the ring-finger indicates 4 or the note Shadja; the 
middle line of the little finger indicates 6 or the note Dhaivata: the tip of the thumb indicates 
7 or the note Panchama. By this method the Sama singer easily remembers the entire notation 
of each Sama, whenever he sings. Hence, the palm of the right hand is called Gaatra Vecna or 
the Body Veena. This method of Samagana notation is the origin of modern notation. 

Tala or Time measure was not used in Sama. But rhvthm in Sama is expressed by the 
Chandas or metre of the hymn. Most of the Samas are in the Gavatri metre, some in 
Anushtup and Jagati metre. The metre is decided by the number of letters. If these are 24 
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letters it is Gayatri metre. In actual singing of the hymn, the rhythm was determined by 
matras - Hrasva or short vowel (one matra), deergha or long vowel (two matras) and pluta or 
prorated is of three matras. The avantara svaras had separate notation. The time-measure or 
rhythm was shown in two ways - Sa Sabda Kriya - by clapping and nissabda kriya - by silent 
movement of the hand. In course of time, this gave rise to the tala system. 

Moreover, each Sama begins with a different keynote. This gave rise to shifting scales of 
various sorts and farmed a Murchana System (new scales obtained by shifting the key note in 
a scale), which in course of time, became the basis of Jati; the basis of raga. Svaras are 
seven, Gramas arc three. Murchana System are twenty one, Tanas are fifty one; thus, is the 
Svara mandala says the Kararadiya Siksha. 

(-HM+cKI: *j&HI+3+ feRlfcT: I 

HHIUchM MtJIcjfMd fcH^H-H H ) 
Gana Kala or time of singing 

The ancient Rishing, keeping in view the temperature, the atmosphere, the benefic and 
malefic effects on our body and nervous system, have classified the Samas accordingly, when 
singing would be free from blemish and beneficial. As such, some Samas like Bahish 
Pavamana Stotras should be sung in the morning; some in the early hours; some in the 
afternoon; some in the evening and some in the night. The tandi Brhmana gives details about 
this classification. 

It is notable that this system came into Vogue in music also. Ex. Early morning ragas - 
Bhoopali, Bhauli, Malayamaruta etc; morning ragas - Bilahari, Dhanyasi, Kedaradaula etc. 
evening ragas - Vasanta, Nata Kururanji. Poorvi Kalyani etc.; All time ragas - Bhairavi, 
Sankarabharana, Kalyani, Arabhi etc. 

Long Compositions - The Sama Veda has some long compositions. Some of them require 
30 minutes. Ex. Raja Sama. Maha Vaisvaanara Sama, Kasyapa Puccha Sama etc. Some 
groups of Samas require more time to sing. To sing some of them in detail and in groups 
require 2-3 hours. 

In Karnatic music also, there one long compositions. Ex. Purandaradasa"s Suladis. 
Ramaswamy Dikshitar's 108 Raga Tala Malika, Vlaha Vaidyanatha Iyer's 72 Mela Raga 
Malika. These require more than 2 hours to sing. Other examples of long compositions are 
Muihuswamy Dikshitafs Chaturdasa Ragamalika, Nakshatra Ragamalika of 27 rags. Here 
also, the influence of Sama Veda can be noticed. 

In order to obtain Rasa, all svaras should be pronounced cleanly and loudly, without 
swallowing or numbling or throwing out some varnas. The svaras should be pronounced 
clearly without mixing. This shows that obtaining Gana Rasa was considered important. This 
undoubtedly paved the way for Rasa Viveka in music. 

The Chandogya has laid down how the Sama Upasaka should be careful in singing; how 
important it is for the Upasaka and Sama to become one; how to differ the Svaras; how good 
singing bestows longevity; how he lives a shining life and how he becomes famous as a great 
soul. 

The origin of the subject of merits and demerits of the singer can be seen here Several 
applications or Prayogas of Sama Veda for obtaining health, longevity, curing diseases and 
fear have been dealt with in the Sama Vidhana Brahmana. The rhythmic waves of music, 
have the potential to envelop the universe, as they constitute the Nada Brahma. Its effect is 
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long standing. It acts on the nervous system and is capable of special results. The ancients 
instances of using Sana Veda for realising several desires. 

In music we have instances of Raga Megha Malhar and Amr.ta Varshini for rain Deeoaka 
mga or hghtmg B.lahari for saving a man from death and how these were ^ised b v Tansen 
Muhhu Swamy Dikshitar and Sadguru Tyagaraja. The latest is that of Bidaram Kri hnappa a 
ESS mUS,C ' a ^ MyS T R ° yal C ° Un ° f YeStCr YearS " ™ Alwar Chettiar had lost" i 
a^tlSS^T* ^ * 15 * « — of which the 

whhTnTTn 6 ' Maf8 j ™ 5ic was a P art Of Vedic rituals and practices, developed 

He t J 5 L ° f V ? 1C rUlCS - 11 WaS brfluenced b >' Desi mus " and thus laukika musk 
developed recording to the needs of Manoranjana. The Vedic Riks reflect the desires of ah 
classes. Prof. A H.llebrandt says "the hymns did reflect the opinions, not only of the higher 

un «1?h? .71 d f eS and P ° PUlar lraditi0 " S 0f 4-" W 7 an 

undoubtedly conclude that the origin of pallavi, anupallavi, charana. their system of notation 

Gamaka Vaachana. group singing. Tala system, manodharma music, the concept of avarta 
OTracT). Vilamba or slow tempo, counting, murchana. jatis and ragas. dhvani and Rasa 
Viveka. components of music and other subjects, which have developed during the course of 
centuries, in the Sama Veda. H ence, that every work on music and musLogy quotes 
Yagyav alkya-s coup let - TIW^Tfe %jt r^HT^: || and Sadguru Tyagaraga has 

sung - «i*iw-Woi ^l-H^IH in his composition «Wd<WWH (Hindola). 
The music of the Divya Prabandhas 

In the Sri Vaishnava tradition, Alwars are the forerunners followed by the Acharvas Sri 
Nathamuni was indeed a link as it were, between the Alwars and 'the Acharyas. ' The 

Pmbandhal thus' ^ *** ***** *** Chanting the ***** Divya 

When the devotional songs rendered by the great Alwas were almost extinct, it was 
Nathamums; who compiled them and took pains to put them in order and named them as 
Urav.da Veda Nathamum was bom in Viranarayanapuram - now Kallu Manfcar Koil a 
township 15 miles away irom Chidambaram in Tamil Nadu). He lived between 823-924 AD 
He was f great scholar in Sanskrit and many Sastras and a yogi. He revived the festival 
called l.mvadhyayaganotsova - festival of recitation of Divya Prabandhas. which had 

a onfwir 0 vT ° fTiruman f 1 Alwar ' He set ^em to music and revived their singing 
along with the Ved.c recitation. He also organised a special kind of dance called Araivar 

r7t- arra 1 ngemcnts 10 carr >' on the same in the Srirangam and other Vishnu 
temples [He Snvaishnavas considered the Divya Prabandhas equal to Sanskrit Veda and this 

Vedamis" 111 onwards *** so - they are being respected as Ubhaya 

The compositions of the Alwars have much musical value. This was noticed and understood 
by the scholars through the sen-ices of Nathamuni. He is regarded as the first Acharva m 
Snvaishnaya tradition. These prabandhas were sung in ancient Tamil ragas or form But in 
course of time, the practice of singing them has disappeared. Now they are recited even the 



pronunciation of words is not clear. Each person recites in his own way according to his 
voice, 

The Alwars^etSntemporaries of some Saiva Nayanars. Whose outpourings are known as Tiru 
Vembavai, "Thiru VachaTCam. Tiruppugal, Tevaram etc. played a major role in the Bhakti 
movement and revived Hinqfrism in the middle ages. This period has been rightly termed as 
Isai-Pann Musics' Golden Age. 

It is known that the Alwar's Prabandhas were sung in pleasant ragas. Now, we have to find 
out the ragas of these prabandhas of the 103 panns of ancient Tamil music, about 28 panns 
have been recognised, with the help of the panns of Tevaram. In course of time, the names of 
the panns have changed into the names of ragas. only 24 panns have been surviving. In those 
days panns were classified into day ragas, night ragas and all-time ragas. The Tevaram and 
Divya Prabandhas served as the source of inspiration for the fertile growth of folk songs 
called Siddar Paadal. 

Tevarans have what is known as Kattales (^?c^). Similarly Prabandhams have o^tus 

(3ftccT). This indicates the rhythm of the song. Based on the Pan Isai. it is possible to throw 
light on the music of the Prabandhas. Tevarams are sung generally in aadi. tripata and rupaka 
talas time-measures at present. By following the metre of the Prabandhas. they can be sung 
set to these talas. The late Ariyakudi Ramanuja Iyengar, the pole-star of Karnatak music.^Set 
the 30 pasurams of the Tiruppavai to delectable ragas and used to sing one pasuram 
invariably in every one of his concerts. Similarly, another great musician of yester years, late 
T.K. Rangachariar set some of the pasurams of the Alwars to music and sing them in his 
concerts and popularised them. 

In the 18 th century Guruswamy Desikar of Tiruvarur being a musicians, revised the practice 
of singing Tevarams in Siva temples. Before these became extinct, following the old path or 
tradition, Tamil Isai Sangham of Chennai. has attempted its revival from 1949 and this has 
begin to pay rich results. 

As stated earlier, Tevarams and prabandhas were sung in pans. Though there have been 103 
pans. Only 24 of them have been used. Similar to these, the identical present day ragas arc - 
Gandharm - Gayakapriya. Indalam - Lalita Panchamc$r (Mayamalava Gowla) Pancham 
Aahiri. Seekamarani - Nadanama Kriya. Kurinji - Malahari, Vyala Kurinji - Saurashtra, 
Kausikam - Bhairavi, Sendaruti - Madhyamavati, Nattappadai Nata Kurinji, Takkesi - 
Kambhoji. Sevvayi - Yadukula Kambhoji. Panjaram - Kcdara gowla. Kolli - Sindhu 
Kannada, Payamtakka - Suddha Saveri, Megaraga Kuruji - Neelambari, Payam Paujula - 
Sankarabharana, Sadari - Pantuvarali, Tiruttandakam - Begade. Kaantaaram - Navaroj, 
Andalakurinji - Saila Dcsakshi, Purancermai - Sreekanthi etc. 

The system of singing the Divya Prabandha established by Nathamuni is now extinct. Ii is 
very difficult to know in which ragas they used to sing. Just as the singing of Tevarams has 
been revived, there is the need to do research and launch a movement of singing the 
Prabandhams as they were sung previously. Sri Rama Bharati has sung some pasurams and 
the cassettes are available. In the Sanskrit Research Academy of Melukote, a 500 year old 
manuscript of Pasurams has come to lights. It has the names of the ragas and ostus. Research 
has been going on in this regard. It will help us to know in what ragas these Prabandhams 
used to be sung 500 or more years ago. This discovery and research will pave the way for not 
only reviving, but also singing the prabandhams in a better and attractive manner. 



9 



0 



■fl^TK-q}: -d-H^d^l oRT^HH *HH<<H | 



10 



